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Saturday evenings at 8:30 WQXR bringsyou

the concerts of the Boston Symphony direct

from Boston. And every day^ early morning

to late at nighty yyUJ\iX broadcasts fine

music and the hourly news bulletins of The

New York Times. Treat yourself to wonderful

listening. Tune to WQXR, 1560 AM, 96.3 FM,

the radio station of The New York Times.
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seventy-eighth season • nineteen hundred fifty-eight - fifty-nine

Seventy-third Season in New York

Third Evening Concert

WEDNESDAY, January 14, at 8:45 o'clock

Program

ROBERT SHAW, Guest Conductor

Tchaikovsky . . . *Symphony No. 6, in B minor, "Pathetique," Op. 74

I. Adagio; Allegro non troppo

II. Allegro con grazia

III. Allegro molto vivace

IV. Finale: Adagio lamentoso

INTERMISSION

KuRKA Symphony No. 2, Op. 24

I. Allegro molto

II. Andante espressivo

lU. Presto gioioso

{First performance in New York)

HiNDEMiTH. Symphony, "Mathis der Maler" ("Matthias the Painter")

I. Angelic Concert

II. Entombment
III. Temptation of St. Anthony

Music of these programs is available at the Music Library,

58th Street Branch, the New York Public Library.

BALDWIN PIANO *RCA VICTOR RECORDS
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ROBERT SHAW
Robert Shaw was born in Red Bluff,

California, April 30, 1916. He attended

Pomona College and studied for a short

while for the ministry. He worked his

way through college, also conducting its

glee club. Engaged in 1938 by Fred

Waring to conduct the Waring Glee

Club, a radio chorus, he led that group

for seven years. He formed In 1941 the

Collegiate Chorale, a group of amateur

singers in New York City which per-

formed with principal orchestras and

toured as well. In 1945 he conducted a

chorus for the United States Navy at

the Sampson, New York, Naval Train-

ing Station. In the next year he was

appointed Choral Director at the Jull-

liard School of Music. Mr. Shaw was

co-director in the Choral Department

of the Berkshire Music Center at

Tanglewood in the season of 1946, 1947

and 1948, also conducting the Festival

Chorus in the concerts of 1947 and 1948.

In 1948 he organized the Robert Shaw
Chorale and Orchestra, a small profes-

sional group which toured the United

States, and visited Europe and the

Middle East under the sponsorship of

the State Department. In the last three

seasons he has been the Associate Con-

ductor of the Cleveland Orchestra, and

in that city prepares the chorus and

conducts both choral and instrumental

concerts.

He was on the faculty of the Juilliard

School of Music, 1946-1950. In the

summers of 1956 and 1957 he was co-

director with Julius Herford of the

Anchorage Festival in Alaska, under the

auspices of the University of Alaska,

giving concerts in the large high school

auditorium and Including such works

as Mozart's Requiem, Bach's St. John

Passion and Honegger's King David.

Lectures and classes are given by the

performing forces. Since 1953 he has

conducted with Mr. Herford a Workshop

in Choral Arts in San Diego State Col-

lege In San Diego, California. He has

also conducted the San Diego Orchestra.

He conducted the Boston Symphony

Orchestra as guest January 24-25, 1958.

SYMPHONY NO. 6, IN B MINOR, "PATH£.TIQUE;' Op. 74

By Peter Ilyitch Tchaikovsky

Born at Votkinsk in the government of Viatka, Russia, May 7, 1840;

died at St. Petersburg, November 6, 1893

Completed in 1893, Tchaikovsky's Sixth Symphony was first performed at St.

Petersburg, October 28 of the same year.

Following the composer's death Napravnik conducted the symphony with great

success at a concert of Tchaikovsky's music, November 18, 1893. The piece attained

a quick popularity, and reached America the following spring, when it was produced
by the New York Symphony Society, March i6, 1894. It was performed by the

Boston Symphony Orchestra on December 28 following, Emil Paur conducting.

The orcliestration consists of 2 flutes and piccolo, 2 oboes, 2 clarinets, 2 bassoons,

4 horns. 2 trumpets, 3 trombones, tuba, timpani, bass drum, cymbals, tam-tam
and strings.

npALKiNG with his brother Modeste on the day after the first perform-

-^ ance of the Sixth Symphony, Tchaikovsky discussed the problem

of a title, for he was about to send the score to the publisher. He had

thought of calling it "A Program Symphony" and had written to his

nephew, Vladimir Davidoff, of this intention, adding, "This program

is penetrated by subjective sentiment. . . . The program is of a kind
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which remains an enigma to all — let them guess it who can." And he

said to Modeste when the question of a title was under discussion,

"What does 'program symphony' mean when I will give it no program?"

In order words, he foresaw that to gi\G it such a name would at the

same time explain nothing and invite from every side a question which

he could not answer. He accepted Modeste's suggestion of "Pathetique"

but thought better of it after the score had been shipped to Jurgenson,

and wrote his preference for the number and nothing else. But the

symphony was published as the "Pathetique"; Jurgenson had evidently

insisted upon what was a good selling title. We can only conclude

from these circumstances that there was some sort of program in

Tchaikovsky's mind but that the "subjective" sentiment of which he

spoke was more than he could explain. Plainly, too, the word "Pathe-

tique," while giving the general character of the music, fell short of

conveying the program.

Modeste's title "Pathetique" was an obvious first thought, and an

apt one, because the symphony has all the habiliments of melancholy —
the stressing of the minor mood, the sinking chromatic melodies, the

poignant dissonances, the exploration of the darkest depths and color-

ing of the orchestra, the upsweeping attack upon a theme, the outbursts

of defiance. But these are not mere devices as Tchaikovsky used them.

If they were, the symphony would be no better than a mass of mediocre

music in the affecting style then being written. They were externals

The New England Conservatory
A COLLEGE OF MUSIC

Founded in i86y

James Aliferis, President

BACHELOR AND MASTER OF MUSIC
degrees may be earned in all fields, the

ARTIST'S DIPLOMA
in Applied Music

Performing organizations:

Chorus — LornA Cooke deVaron, Conductor

Opera — Boris Goldovsky, Director

Orchestra — Richard Burgin, Conductor

Faculty includes Principals of BSO
Write to Dean Chester W. Williams for catalogue and

information regarding admission and scholarships.

290 HUNTINGTON AVENUE
BOSTON 15, MASSACHUSETTS
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useful to his expressive purpose, but no more basic than the physical

spasm which is the outward sign of an inward impulse. There is a

deeper motivation to the symphony — a motivation which is eloquent

and unmistakable in the music itself and which the word "Pathetique'*

serves only vaguely to indicate.

There have always been those who assume that the more melancholy

music of Tchaikovsky is a sort of confession of his personal troubles,

as if music were not a work of art, and, like all the narrative arts, a

structure of the artist's fantasy. The symphony, of course, is colored

by the character of the artist himself, but it does not mirror the

Tchaikovsky one meets in his letters and diaries. The neurotic fears,

the mental and physical miseries as found in the diaries have simply

nothing to do with musical matters. Tones to Tchaikovsky were pure

sensuous delight, his salvation when life threatened to become insup-

portable. And he was neither the first nor the last to resort to pathos

for the release of music's most affecting and luxuriant expression. The
fact that he was subject to periodical depressions and elations (he

showed every sign of elation while at work upon the symphony) may
well have attuned him to nostalgic music moods. But the general

romantic trend of his time certainly had a good deal more to do with

it. His generation revelled in the depiction of sorrow. The pathos of

the jilted Tatiana of Pushkin actually moved Tchaikovsky to tears and

to some of his most dramatic music. But Tchaikovsky enjoyed nothing

more than to be moved to tears — as did his admirers, from Nadejda

von Meek down. "While composing the [sixth] symphony in my mind,"

Tchaikovsky had written to his nephew, "I frequently shed tears."

There can be no denying that the emotional message of the

*'Pathetique" must have in some way emanated from the inmost

nature of its composer. But the subtle alchemy by which the artist's

emotional nature, conditioned by his experience, is transformed into

the realm of tone patterns is a process too deep-lying to be perceived,

and it will be understood least of all by the artist himself. Tchaikovsky,

addicted like other Russians to self-examination, sometimes tried to

explain, his deeper feelings, especially as expressed in his music, but

invariably he found himself groping in the dark, talking in high-

sounding but inadequate generalities. At such times he accused him-

self of "insincerity"; perhaps we could better call it attitudinizing to

cover his own vague understanding. Only his music was "sincere" —
that is, when he was at his best and satisfied with it, as in the

*'Pathetique." He wrote to Davidoff, to whom he was to dedicate the

symphony, "I certainly regard it as quite the best — and especially the

most sincere — of all my works. I love it as I never loved any one of
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my musical offspring before." Here is a case where the artist can

express himself as the non-artist cannot; more clearly even than he

consciously knows himself.

The final impression of the "Pathetic" Symphony when it is listened

to without preconceptions is anything but pessimistic. The first move-

ment and the last, which are the key movements of the symphony, are

very similar in plan. The duality in each case consists of a spare and

desolate theme and another of sorrowful cast which is nevertheless calm

and assuaging. Each theme is developed independently in separate

alternating sections, each working up into an agitated form. But the

second theme has always the final answer. Each movement ends gently

with a gradual and peaceful subsidence.

The bassoon softly sets forth the first theme. Adagio, in rising

sequences accentuating the minor. The violas carry it down again into

the depths, and after a suspensive pause the theme becomes vigorous

and rhythmic in an Allegro non troppo as it is developed stormily

over a constant agitation of string figures.* The figure melts away

and after another pause the second theme, tranquil and singing in a

clear D major, spreads its consolation. "Teneramente, molto cantahile,

con espansione/' reads the direction over it. The theme is developed

over a springy rhythm in the strings and then, in an Andante episode,

is sung without mutes and passionately, the violins sweeping up to

attack the note at its peak. This theme dies away in another long

descent into the depths of the bassoon. And now the first theme returns

in its agitated rhythmic form and works up at length to violent and

frenzied utterance. Another tense pause (these pauses are very char-

acteristic of this dramatic symphony) and the second theme returns, in

a passionate outpouring from the violins. Its message is conclusive, and

at last passion is dispersed as the strings give out soft descending

pizzicato scales of B major. The strife of this movement, with its

questionings and its outbreaks, is at last resolved.

The second movement, an Allegro con grazia in 5/4 rhythm through-

out, has relics of the traditional scherzo in its repeats, trio and da capo,

but there is nothing scherzo-like in its mood. It moves at a steady, even

pace, gracefully melodic, a foil to the great variety of tempo and the

extreme contrasts of the movement before. The main section offers a

relief from melancholy, and only the trio, with its constant descent and
its reiteration of drumbeats, throws a light cloud over the whole. Here
there is another verbal clue: "Sweetly and plaintively" ("Con dolcezza

e flehile").

After the placidity of this movement, the third bursts upon the scene

with shattering effect. It seems to pick up the fitful storminess of the

As the string figure subsides into the basses, the trombones intone (at bar 201) a chant
for the dead. The allusion is to a liturgy of the Russian church, "May he rest in peace with
the saints." A second phrase from this quotation is developed, but in a violent and purely
symphonic way.
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first movement and gather it up into a steady frenzy. Again the strings

keep up a constant agitation as the brass strides through fragments of

a martial theme. Pomp is here, with clashing cymbals. But when with
a final abrupt outburst the movement has ended, the frenzies of defiance

(if such it is) are completely spent.

Again the complete contrast of a dark lamentation in the strings,

as the last movement begins. With its melodic descent, its dissonant

chords, the symphony here reaches its darkest moments. Then comes
the answering theme in a gentle and luminous D major. **Con lenezza

e devozione/' the composer directs, lest we miss its character of "gentle-

ness and devotion." The theme is sung by the strings over soft pulsa-

tions from the horns. The anguished opening theme returns in more
impassioned voice than before. But when this voice has lapsed into

silence in the dramatic way which by this time has become inevitable,

there comes a chain of soft trombone chords that might well have

been labelled ''con devozione/' and once more there is heard the quiet

descending scale theme by the muted strings. Now passion is gone as

well as violence, as the melody descends into the deepest register of

the 'cellos and melts into silence. If the composer ends darkly, he is

at least at peace with himself. Resignation is a strange word to use for

Tchaikovsky, but it seems to fit here.

Mankind's propensity to find presentiments of death in the sym-

phony, which Rimsky-Korsakov had plentiful opportunity to observe,

was circumstantially combated by Modeste and by Kashkin, who were

careful to account for each of Tchaikovsky's actions in the year 1893.

There are quoted a number of letters written while he was at work

upon the symphony; he speaks about the progress of his score, always

in a tone of buoyant confidence in his music. Kashkin last saw him
shortly before the performance of his symphony; Modeste was with

him until the end. Both say that he was in unfailing good spirits.

Death was mentioned in the natural course of conversation at the

funeral of his friend Zvierev in October. Zvierev, as it happened, was

one of several friends who had died in close succession. Tchaikovsky

talked freely with Kashkin at this time. Friends had died; who would

be the ijext to go? "I told Peter," wrote Kashkin, "that he would out-

live us all. He disputed the likelihood, yet added that he had never

felt so well and happy." And from Modeste: "A few years ago one such

grief would have affected Tchaikovsky more keenly than all of them

taken together seemed to do at this juncture." And elsewhere: "From

the time of his return from England (in June) until the end of his

life, Tchaikovsky was as serene and cheerful as at any period in his

existence."
[copyrighted]
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ENTR'ACTE
NEWMAN AT NINETY

By Dyneley Hussey

(From The Musical Times, London, November, 1958)

Ernest Newman was a few weeks short of ninety when, at the beginning of

November, he retired as musical critic of the "Sunday Times" of London, a post he

had held for thirty-eight years. His Sunday articles have often been quoted in

these pages.

One of many commentaries on his career is here quoted.

A ND in the terms of one of the several sports he follows, not outi

-^^ Reference books may tell us that he was born on 30 November
1868; memory may confirm the fact that one has read him, Sunday

after Sunday, for some forty years; the evidence of one's eyes may tell

one that he has become physically frail; but read him again, this Sunday

or the next, and you have the impression of a youthful enthusiasm

tempered on the anvil of a mature and well-stored mind, a pugnacity

in controversy that is never discourteous or unkind, and, above all, a

mastery of the art of writing that arouses the envy of his fellow-practi-

tioners. And there is, always, the individual point of view, taken up
and defended against all comers, to excite and hold the reader's interest.

There are many good journalists in the profession of music-criticism,

but there are few who possess the combination of scientific scholarship

and literary skill that have brought Ernest Newman to the headship of

the profession not merely by virtue of his long service. And he has also

more substantial and lasting claims to literary and scholastic fame.

First among his achievements is the unravelling of the tangled skein

of Wagner's career executed in a series of books that culminated in the

four-volume Life. The meticulous examination of the huge mass of

evidence, often deliberately falsified by interested parties, and its organi-

zation into a well-proportioned biography was a Herculean task requir-

ing the acuteness of a Monsieur Poirot in the detection of fraud as well

as the literary skill of a great historian. The archives of Bayreuth may
yet contain material that will modify Mr. Newman's judgment on

details here and there, but they are unlikely to upset the main conclu-

sions of his book, which is not only by far the best work on its important

"A Resort of True Distinction in the Matchless Berkshire Hills"

THE BERKSHIRE INX
GREAT BARRINGTON, MASSACHUSETTS
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Dining Rooms open from early morning until midnight
Cocktail Lounge

Open from May into November James J. Joyce, Landlord
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subject in any language but is also one of the best biographies in our

own, which boasts not a few masterpieces of the kind. To pick it up at

any point in search of some fact is to become engrossed in the narrative

and forget all about one's particular inquiry!

This mastery was not lightly won, and the victory was the outcome
of a strenuous intellectual struggle, by means of which Mr. Newman
arrived at the guiding principles of his critical philosophy. Some of the

stages of this struggle and its results are sketched, if not fully recounted,

in A Musical Critic's Holiday, It is typical of the man, who can never

be seen in a bus or a train or a hotel lounge without an open book in

his hand, that his "holiday" should have been spent in this energetic

wrestling with his own artistic soul. He was troubled by the subjective

nature of music-criticism and sought to achieve more objective criteria.

That he has not himself managed to escape entirely from what he calls

"the sensitized plate" type of criticism when confronted with new music

is perhaps inevitable, and all to the good. A pure scientist expounding

the anatomy and physiology of music might soon become a bore, apart

from the probability that, whatever his skill in dissection and his acute-

ness in drawing conclusions from the facts laid bare, he would discover

nothing about the music as a work of art, its "soul" or its "spirit," call

it what you will. This elusive factor has not, indeed, escaped Mr.

Newman's attention, because he has used his scientific equipment as

an aid to, and not as a substitute for, his intuitive perceptions.

In his earlier years he brought to the attention of the public such

composers as Elgar, Strauss and Hugo Wolf, who was at that date

unknown in England. His first published book, Gluck and the Opera,

broke virgin soil and remains a source-book for its subject. And in the

present year, his ninetieth, he has come forward as the advocate of

Carl Orff. One may not agree with the value he sets upon the work of

the German composer, but one cannot but marvel at the youthfulness

of a mind that can accept and appreciate music so completely different

from and, indeed, opposed to all he has admired in the past.

I have known Mr. Newman's writings for nearly fifty years, beginning

with his masterly translation of The Ring. As a beginner in music-

criticism I found myself sitting next the great man throughout a season

of Promenade Concerts in Queen's Hall. I had almost written "formi-

dable ma'n" — but formidable? Not a bit of it — a kindly, genial man,

ever ready to put his knowledge and experience at the service of a

colleague, singularly free of conceit or jealousy, and the wittiest of

raconteurs into the bargain. Circumstances have unhappily made our

encounters infrequent nowadays, but it has not dimmed my admiration

and affection for the old friend and master of my craft as he goes

forward towards his century.

[lO]



SYMPHONY NO. 2, Op. 24

By Robert Kurka
Born December a«, 1921, in Cicero, Illinois; died December 12, 1957, in New York City

This symphony was composed by commission of the Paderewski Fund for the

Encouragement of American Composers in the first half of 1953. It was first per-

formed by the orchestra of San Diego, California, under the direction of John
Barnett, July 8, 1958. It was introduced to Cleveland by Robert Shaw, conducting

the Cleveland Orchestra, on November 20, 1958.

The symphony is scored for 2 flutes and piccolo, 2 oboes and English horn,

2 clarinets and bass clarinet, 2 bassoons and contra-bassoon, 4 horns, 3 trumpets,

3 trombones and tuba, timpani, triangle, snare drum, bass drum, cymbals, and strings.

W'HEN Robert Kurka was given an award by Brandeis University

on May 5, 1957, the citation read: "To Robert Kurka, a com-

poser at the threshold of a career of real distinction." Having attained

considerable and wide attention in this the last year of his life, he died

of leukemia in December, 1957.

The Second Symphony was given the following analysis by Klaus

G. Roy in the programs of the Cleveland Orchestra: "The first move-

ment, an alia breve in the tonality of D, Allegro molto, begins with a

sharply syncopated theme, an utterance clearly intended to convey a

sense of grim determination. The rhythmic kernel of its opening

measures becomes the main motive of the movement, repeated and

echoed in many ways, augmented, fragmented, and pulsing within the

texture. Contrasting with it, yet never allowed to break free, stands a

second subject of more flowing cast. The basic thought of that theme,

one which begins to exert its sway over the entire movement, appears

to be the alternation of minor and major in close succession.

These materials are developed in an abbreviated kind of sonata-

allegro form, with the serious first subject predominating; the effect is

that of a single idea carried to its logical conclusion. An extended

passage in which the first theme is played by various combinations of

woodwind and brass over a march-like, pounding accompaniment of

other winds and percussion, may remind listeners of similar moments

BOSTON ...
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and now in the
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in the music of Shostakovitch. The minor-major alternation consti-

tutes also the essence of the closing measures from the full orchestra.

The second movement, marked Andante espressivo, is in 6/8 meter,

with B-flat as the primary tonality. The pizzicato figures that open it

are like the accompaniment to a song melody. Such a tune, again with

a major-minor shift, promptly materializes in violins and piccolo. The
whole movement seems to grow from the lyrical, long-breathed melody,

, even during the more impassioned, Bartokian moments with rushing

scales and free, recitative-like phrases. But below, there pulses the

steady motion established at the outset, with its characteristic rhythm.

Toward the close, the songful theme is heard in a new, almost ecclesi-

astical garb, with an exceptionally lovely use of the plucked string

figure from the opening.

Designed Presto gioioso, D major, 4/4, the finale is the most "neo-

classical" of the movements. The opening theme is imbued with

a particularly American vigor and directness, brightly scored and

decidedly "no nonsense." The consequent phrases introduce a simple

rising scale which gains in importance as the movement proceeds. At
first, it leads to a buoyantly rhetorical statement from the strings and

flutes, which is to recur several times. There are some witty combina-

tions of lines, as one of flutes and piccolo, and other examples of deft

scoring. A brass proclamation culminates in a biting dissonance from

the horns (A and G-sharp adjoining), above the up-rushing D major

scales. The brilliant ending may contain a reminder of the first move-

ment's principal idea, thus bringing the circle full turn.

On April 23, 1957, Robert Kurka's first opera The Good Soldier

Schweik, based on the novel of Jaroslav Hasek, was performed by the

New York City Opera Company and enthusiastically received. A suite

from the opera had been performed by the Little Orchestra Society in

New York in 1952. Mr. Kurka composed some notable chamber music

of which the Fourth and Fifth String Quartets were performed and

praised in 1950 and 1955. He also wrote music which was left in

manuscript: several violin sonatas, a Serenade for Small Orchestra,

an overture, Julius Ccesar, Children's Piano Pieces, and a Concertina

for Two Pianos and Strings. The composer's obvious talents were

recognized with a Guggenheim Fellowship and a Koussevitzky Founda-

tion Commission. Having first studied violin with Kathleen Parlow

and Hans Letz, and composition with Otto Luening at Columbia

University, from which he graduated in 1948, he became a pupil of

Darius Milhaud. He taught at City College and Queens College, New
York, and at Dartmouth, but before his death was devoting his full

time to composition.
fCOPYRIGHTED"!



SYMPHONY, ''MATHIS DER MALER" ("MATTHIAS THE
PAINTER")

By Paul Hindemith
Bom at Hanau, Germany, November 16, 1895

Hindemith's "Symphony," three orchestral excerpts from his then unperformed

opera "Mathis der Maler," was first played by the Philharmonic Orchestra of Berlin

under Wilhelm Furtwangler, March 12, 1934. Otto Klemperer introduced it to this

country at the concerts of the Philharmonic Symphony Society of New York,

October 4, 1934. The first performance in Boston was by the Boston Symphony
Orchestra on December 7 of the same season, Richard Burgin conducting.

The orchestration follows: 2 flutes and piccolo, 2 oboes, 2 clarinets, 2 bassoons,

4 horns, 2 trumpets, 3 trombones and tuba, timpani, percussion, and strings.

The opera Mathis der Maler, after lying unplayed for years, was at last brought

to the stage of the Stadttheater in Zurich, under the direction of Robert Denzler,

May 28, 1938. The first American performance of the Opera was given by Boston

University February 17, 1956, under the direction of Sarah Caldwell.

"QEFORE Hindemith's Mathis der Maler was made known as a stage

-*^ piece, those who examined and described the "Symphony" which

the composer drew from it were content to compare the three move-

ments with three famous paintings of the Isenheim Ahar piece to

be seen in the Museum at Colmar, Alsace, the eloquent handiwork

of Matthias Griinewald, the sixteenth-century German painter who
is the central figure of the opera. Indeed, the composer identifies the

three movements specifically enough with the three fine panel groups

of Griinewald. The identification still holds when the opera is con-

sidered, for although the orchestral excerpts figure importantly in the

opera, and are lifted bodily from it, the Isenheim Altar pieces too,

with their devotional spirit, pervade the opera and there take on a

special symbolism connected with the dramatic action. For example,

the third movement, "The Temptation of Saint Anthony," becomes,

in the sixth scene, the temptation of the painter himself, drawn into

the bitter birth struggles of the Reformation, distracted for the

moment from his entire devotion to his art.

"The Angelic Concert" is the overture to the opera. Its principal

melody, ''Es sangen drei Engel/' appears frequently in the opera itself,

and is sometimes varied. "The Temptation of Saint Anthony," to be

found in the sixth scene, is there given an added effect by choral treat-

ment.* "The Entombment" becomes the intermezzo in the final scene,

and also accompanies the final withdrawal of the central figure from

the world of strife.

The following description of the orchestral symphony was written

by Heinrich Strobel, the German critic:

• The omission of the chorus in "The Temptation of Saint Anthony" does not alter the
instrumental score, in which the parts are doubled. The concert excerpt is not taken "intact"
from the opera, but has some excisions and additions.

[IS]



I. Angelic Concert

(Ruhig bewegt — Ziemlich lebhafte Halhe)

"The tonal basis of the symphony is D-flat, in the range of which there lie the
old melodies used in the first and third parts. In the Angelic Concertj the tension
between the tonalities of D-flat and G underlies the harmonic constructions of the
movement. The Cantus firmus, 'Es sangen drei EngeV ('Three Angels Sang'), which
we hear first in the trombones (eighth bar), is developed dynamically upward. This
is followed by a quick main part, in three sections. The first section is based on a
theme (flute and first violins) which can be regarded as a model of Hindemith's
style in melodic development — a melody which is signalized by its wavering between
major and minor. A second theme follows (strings), of serener and more lyrical

character. A third section deals with these two themes in a lightly hovering fugato,
to which is added, again in the trombones, the 'Angel' melody. The last phrase of
the 'Angel' melody leads back to that tender serenity which spreads over the entire
movement, and which evokes for us the gentle radiance of Griinewald's incomparable
representation of the Nativity. A concise coda follows a joyous close, fortissimo."

II. Entombment

{Sehr langsam)

"The two chief themes of the second movement, the Entombment, are typical

of Hindemith's melodic style — the first with its purely 'linear' structure (muted
strings, wood wind); the second with its intervallic structure of fourths and fifths

(oboe, then flute, with pizzicato accompaniment). In wonderful simplicity ascend
the melodic lines of the solo wood winds; and how beautiful is the effect of the
plaintive call of the clarinet, after the short crescendo and the pausel"

III. The Temptation of Saint Anthony

(Sehr langsam, frei im Zeitmass — Lebhaft)

"It is the third movement which is executed in the broadest and boldest manner.
From the visual tension of Griinewald's picture, an aural tension has been created.

The power of the music is so marked that one might almost be induced to impart
to this movement a poetic interpretation, although the themes are developed in a
strictly linear manner, and even the most grandiose sound effects betray a cogent
musical logic. Hindemith's art of tonal disposition is consorted with a power of

fancy which astonishes even those who best know his works. The Temptation of

the Saint develops over a tremendous tonal canvas, from the opening unison of the

strings (bearing the quotation, Ubi eras, bone Jhesu ubi eras, quare non affuisti ut
sanares vulnera mea?), up to the brass chorale of the final Hallelujah. The cycle of

the key of D-flat is the foundation of the harmonic development, the symbol of

Sanctity. The greater the struggle of the contesting forces, the more widely does
the piece depart from this harmonic basis. The ascent of the string unisono, which
is intensified in an astonishing manner by the opposing figure in the brass instru-

ments, is a striking example of the crescendo developed in the linear manner. This
heroic statement is followed by the first assault of the opposing forces (if this

expression can be applied to so purely musical a process), with another theme for

the unison strings. The solo wood winds answer, while the stream of motion flows

on in the strings. A grandiose passage closes the first part of the movement. There
is a long and elaborate working-out. The battle is already decided when the key
of D-flat is again reached with the fugato. Clarinets, then the horn, recur to the

theme of the unisono string introduction; we hear, in the wood winds, the hymn,
Lauda Sion Salvatorem; and then, fortissimo on the brass, the Hallelujah leads us

to a resplendent and triumphant close in D-flat major."

"Hindemith's style has gained in tonal plasticity to the same degree

that he has simplified his art technically. The few themes of the sym-

phony are tonal symbols of extraordinary vitality and perceptibility,

but at the same time they obey a logic that is subject to wholly per-

sonal laws. The effect is further increased by the circumstance that

in the first part. Angelic Concert (based on the picture of the Nativity
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painted by Griinewald for the Isenheim Altar), and in the third part

(the Vision of the Temptation of Saint Anthony), old church melodies

are used. These ancient melodies constitute the true germ-cell of

music; they determine its melodic and harmonic tissue.

"But this is nothing new in Hindemith's case. The liturgical modes

have exercised a deep influence on his music. This influence is evident

in his Marienleben and in Das Unaufhorliche; it breaks through again

with all its force in Mathis der Maler. It seems as though Hindemith,

after many digressions, were recurring to his works of a decade ago.

The pathos, the subdued lyricism, the plasticity of the musical vision

— all these appear to establish a connection between his most recent

art and its earlier expression. . . .

"The simplicity of Mathis der Maler does not mean, however, that

Hindemith is renouncing his principle of polyphonic development.

Polyphony, counterpoint inspired by Bach, remains the basis of his

musical thinking and feeling. In the course of the last few years, how-

ever, he has abandoned more and more all dispensable contrapuntal

ballast, and has lightened his linear style. . . .

"This polyphonic style gains, in the Mathis Symphony, a symbolic

force which is something entirely new for Hindemith. Without, as we
have said, employing descriptive music in the ordinary sense, effects

are obtained here which could not have been realized by means of

dramatic expressiveness. In this connection^ we must mention espe-

cially the last movement, the pictorial subject of which (the Saint

tortured by fantastic beasts) stimulated the tonal imagination of the

composer to an exceptional degree.

"The development of the three movements is singularly clear. The
dynamic curve descends from the festive and happy Angelic Concert

of the beginning to the quiet elegy of the Entombment, and then

proceeds, after the music of the Saint's ordeal, to the concluding

Hallelujah Hymn of the final visionary exaltation."

[copyrighted]
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Boston Symphony Orchestra

CHARLES MUNCH, Music Director

The remaining concerts in the Wednesday evening series in

Carnegie Hall will be as follows:

February 18 CHARLES MUNCH, Conductor

HENRYK SZERYNG, Violin

March 11 CHARLES MUNCH, Conductor

CHRISTIAN FERRAS, Violin

The remaining concerts in the Saturday afternoon series will be

as follows:

February 21 CHARLES MUNCH, Conductor

EUGENE ISTOMIN, Piano

March 14 CHARLES MUNCH, Conductor

Tickets at the Carnegie Hall Box Office.

The concerts by this Orchestra in Symphony Hall, Boston, on

Saturday nights at 8:30 are broadcast complete by Station

WQXR, New York.

CARNEGIE HALL • NEW YORK
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SEVENTY-EIGHTH SEASON • NINETEEN HUNDRED FIFTY-EIGHT - FIFTY-NINE

Seventy-third Season in New York

Third Afternoon Concert

SATURDAY, January 17, at 2:30 o'clock

Program

ROBERT SHAW, Guest Conductor

Haydn *Symphony in D major, No. 104 ("London")

I. Adagio; Allegro

II. Andante

III. Minuetto

IV. Allegro spiritoso

RiEGGER Symphony No. 4, Op. 63

I. Allegro moderato

II. Allegretto con moto; Allegro; Come prima

III. Sostenuto; Presto

(First performance in New York)

INTERMISSION

Stravinsky. . . "Symphonic de Psaumes," for Orchestra with Chorus

I. Psalm XXXVIII (Verses 13 and 14)

II. Psalm XXXIX (Verses 2, 3 and 4)

III. Psalm CL (Entire)

CHORUS PRO MUSICA - Alfred Nash Patterson, Conductor

Music of these progprams is available at the Music Library,

58th Street Branch, the New York Public Library.

BALDWIN PIANO *RCA VICTOR RECORDS
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SYMPHONY IN D MAJOR, NO. 104

By Franz Joseph Haydn
Born at Rohrau, Lower Austria, March 3i(?), 1732; died at Vienna, May 31, 1809

This, the last of the symphonies which Haydn composed, was first performed

May 4, 1795, in the auditorium of the Haymarket Theatre, London.

It is scored for 2 flutes, 2 oboes, 2 clarinets, 2 bassoons, 2 horns, 2 trumpets,

timpani and strings.

T Taydn, visiting London in 1791, with six symphonies written for

*- -^ performance at the concerts of Johann Peter Salomon there,

return to Vienna in the summer of 1792. The English public, who
had idolized him, and Salomon, who had profited by this popularity,

made it evident that his return would be both welcome and profitable.

Salomon invited him to write a second set of six symphonies, and

Haydn arrived once more in London in February of 1794 for a sojourn

which lasted sixteen months. The composer wrote this symphony in

London, and supervised its first performance at the last concert given

for his benefit. There were other concerts, however, at which he pre-

sided and at which this Symphony may have been repeated. Haydn
left England on August 15, 1795, with a well-lined purse. It is estimated

that he made through his three-year sojourn in England some 24,000

gulden* of which about 9000 were used for various expenses.

This Symphony, among the twelve written for London, was tagged

the "London" Symphony, an unexplained distinction. But we know
that it was the last in order, for the autograph bears the legend "The
twelfth which I have composed in England." Ferdinand Pohl in his

biography of Haydn names the final two — the Symphony of the "drum

roll" in E-flat, and the Symphony in D major. No. 104 — as the highest

point, the "crowning works" of Haydn's contribution to the form.

The concert at which the symphony was brought out was given on

May 4, 1795, in the King's Theatre, the famous house where David

Garrick, Mrs. Siddons, Edmund Kean, Charles Dickens (as an amateur

player) and many other celebrities have performed before and since.

This concert was a notable occasion, for the violinist Viotti and an

array of singers of considerable fame displayed their talents. The pro-

gram ojDened with the first movement of the "Military Symphony"

(also of the London series), continued with an air by Signor Rovedino,

an oboe concerto with Ferlendis, who had been Mozart's oboist at

Salzburg, a duet by Mile. Morichelli and Signor Morelli. The first part

of the program was concluded with the performance of the new sym-

phony. In the second part, the second, third and fourth movements of

the Military Symphony were performed, after which Morelli, Viotti,

* The approximate equivalent of $12,000 in contemporary currency.
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and second prima donna. Mile. Banti, continued the program, which
was rounded off by a ''finale" of Haydn. Haydn wrote in his diary:

"The hall was filled with a picked audience. The whole company was
delighted and so was I. I took in this evening 4000 gulden [about
S2,ooo]. One can make as much as this only in England." He added
in English about the singing of Banti: "She song [sang] very scanty" —
a less than gallant remark about a singer who was one of the best

known and admired of her century. Haydn had no reason to complain
about his profits in England. AVhen he left the island for the last time,

about thiee months later (August 15), his accounts showed an income
from concerts, music and lessons of 1200 pounds. An account of 100

guineas for twenty-six appearances at Carlton House, at the order of

the Prince of ^Vales, was outstanding, but a bill sent from Vienna
brought a prompt settlement by Parliament.

The title "London," given to Haydn's last symphony in the countn'

where it was composed, first performed and especially beloved, surely

had no connection with its musical contents. The theme of the finale

is as clearly an Austrian rural dance as if it had been noted down in a

village tavern, and indeed it -^vould haidly have seemed out of place

in the scherzo of Beethoven's "Pastoral" Symphony. \V. H. Hadow, in

"A Croatian Composer — Notes Toward the Study of Joseph Haydn,"

quotes numerous popular Croatian melodies, and compares them
directly with themes iiom. Haydn's symphonies and quartets. Haydn
here borrowed the song "Oh, Jelena," which belongs to the district

of Kolnov near Oedenburg, but was also familiar in Eisenstadt. "Vari-

ants of this melody," "vvTites Mr. Hadow, "are found in Croatia proper,

Servia, and Carniola."* Haydn has kept the melodic contour of the

opening phrase, retouched and repoinfed the whole, giving it an added

character and sparkle without changing its original spirit.

The Symphony opens with an introduction in D minor, in a plain-

tive mood which is quickly swept aside as the allegro brings the prin-

cipal theme in D major. The composer obediently establishes the

dominant key, but fools the conformists by disclosing no second theme,

only modifications of the first. The new theme which at last appears is

only episodic. The slow movement in G major develops ornamental

"Michel ^renet," in her book on Haydn (1926), takes issue with Hadow, and conjectures
that these may after all have been original melodies of Haydn which subsequently drifted into
the popular consciousness and were thence collected by Dr. Kuhac. "During the time Haydn
lived at Eisenstadt or Esterhaz, when his music resounded day and night in the castle and
gardens of his prince, why should not his own airs or scraps at least of his own melodies
have stolen through the open windows and remained in the memories first of the people whose
duty it was to interpret them, or who were obliged to hear them, and then of the scattered
population of the surrounding country?" Hadow confutes this staunch defender of the
originality of Haydn in a preface to her own book. "Which is more likely—that these were
orally transmitted like all early folk songs and that Haydn found them and used them, or that

the peasants 'heard them through the windows,' memorized them at a single hearing, fitted

them to sectilar words, and carried them through the taverns and merry-makings of their

native villages? Three of the melodies, for example, appear in the seventh Salomon symphony
[No. 104] which was written for London after the Esterhazy Kapelle had been disbanded.

Where and how could the villagers have come across them?"

[«o]



variations upon its serene melody, in contrast to which there is a

dramatic middle section. The bright minuet, restoring the key o£ D, is

contrasted with a trio in B-flat in which scale passages predominate.

The folk-like theme of the finale is first stated over a sort of drone bass

on D. The second subject, given out by strings and bassoon, is con-

trived upon a descending scale. Haydn, who throughout the symphony

has been at the top of his mastery in amiable surprises and adroit

modulations, leads his hearers in this presto where he will. The music

even rides along merrily in F-sharp major, without doing violence to

traditional sensibilities.

[COPYRIGHTED]

HAYDN IN LONDON
Haydn's two sojourns in London were mellow episodes of friendly

adulation and gratified response — a solace of increased fame (and

profit) in his declining years. There is a fairly complete record of both

visits, related by Pohl in his ''Haydn und Mozart in London/' with

the commentary of Haydn himself, found in his diary and surviving

letters.

England, which had done its homage to Handel and was to treat

Beethoven with a regard no less honorable, was evidently long moved
to curious interest by the report of Haydn's success in Vienna. His

early symphonies and chamber works had been brought forward in

England. When the "Professional Concerts" were founded in 1783,

he was approached to take their direction. Gallini tried to obtain an

opera from him, and Johann Peter Salomon, who saw in the acquisi-

tion of Haydn glory for the cause of his art in London, and a sound

business venture to boot, went after him with more pertinacity.

Salomon, a native of Bonn, and an early friend of Beethoven, had had

a rather vivid career. He had been concert master to Prince Henry of

Prussia in Berlin, had there defended Haydn's music against more

conventional scores. After making himself known by concerts in Paris,

he settled in London in 1781. He had managerial ambitions, and no

doubt looked upon Haydn as an instrument to increase the prestige of

his concerts in London, in opposition to the "Professional Concerts"

then flourishing. Salomon sent a publisher by the name of Bland in

1789 to sound him out. Bland obtained the copyright of several com-

positions, but no further commitment. Haydn was no doubt loath to

leave his Prince and the security of his post at Esterhaz in Hungary
for the mirage of a strange and distant land.

When, in 1790, Salomon heard of the death of Prince Nicolaus, he

took the first post chaise to Vienna. Haydn looked up from his work



one morning to behold a strange visitor who said: "My name is

Salomon. I have come from London to fetch you; we will settle terms

tomorrow." Haydn was naturally hesitant. He was nominally engaged

to Prince Anton, the successor of Nicolaus, and although he was little

more than a pensioner to his new patron, who was no music lover,

permission would nevertheless have to be obtained. Haydn was in

course of composing a piece for the King of Naples, who was then in

Vienna. For the rest, he knew nothing of travelling. Close upon sixty,

he had hardly more than crossed the border between Austria and

Hungary with his Prince. The objections were legitimate enough, but

the "terms" of Salomon, when proposed, were too glittering to be waved

aside. He was assured 300 pounds for an opera, 300 for six symphonies

and 200 more for their copyright, 200 for twenty compositions in other

forms, 200 more was guaranteed from a benefit concert. Figures like

these Haydn had never known. He obtained leave of absence from

Anton, propitiated Neapolitan royalty (not without difficulty), and set

forth by coach with the London stranger on December 15. A fortnight

passed before they reached the Rhine, via Munich, and on Christmas

Day they found themselves in Bonn, where they were much feted, the

one being a native of the town, and well connected, the other being

well known by reputation in that musical center. One of those who
looked up to the famous Haydn was the Court Musician in the electoral

service, Ludwig van Beethoven. Since he was then an obscure young

man of twenty, his existence would hardly have come to the attention

of Haydn. It was on the last day of the year, with a heavy rain falling,

that they drove into Calais. The next morning they sailed out upon

the channel and were tossed about in their small craft by "contrary

winds," not reaching port at Dover until nearly ten hours had passed.

Haydn, extremely interested in his first experience at sea, remained on

deck through the entire voyage. He admitted in his diary that he felt

"a little frightened, and a little uncomfortable" as the wind increased,

most of the passengers being seasick and "looking like ghosts."

There followed in London a continuous round of invitations by

various societies, by ambassadors, the nobility, the musically eminent.

He wrote that he dined out six times in seven days. On account of the

"late hour" (six o'clock) of dining in London, he resolved to decline

further invitations, and dine with Salomon at four, likewise keeping

his mornings free for work. Between lessons, rehearsals, social impor-

tunities, he must have found it hard indeed to compose the music

required of him. He wrote early in 1792: "In order to keep my word

and support poor Salomon, I must be the victim, and work incessantly.

I really feel it. My eyes suffer the most. My mind is very weary, and it

is only the help of God that will supply what is wanting in my power.

I daily pray to Him; for without his assistance I am but a poor crea-
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ture." Despite this pious sentiment, it is interesting to note that,

lacking a new manuscript symphony to bless the occasion of his degree

at Oxford University, he brought out one he had written in Paris

several years before; also that, setting out for England a second time,

he had taken care to anticipate his needs by writing new symphonies

in Vienna.

A delay in the first of Salomon's subscription concerts (there were to

be twelve, beginning on February ii, 1791, but the first was postponed

until March 11) enabled the rival series, the Professional Concerts, to

begin far in advance (February 7th) with a manuscript symphony of

Haydn. Nevertheless, the first Salomon concert, given in the Hanover

Square Rooms, was a decided success. Salomon took his place, as

"leader," and Haydn presided at the piano, giving cues from the

instrument according to the custom of the time. There were no more

than forty musicians. But Burney wrote that Haydn's presence seemed

to have an electrical effect on orchestra and spectators; he never remem-

bered a greater demonstration of enthusiasm.

The manager of the Professional Concerts, unable to induce Haydn
to desert Salomon, tried to start a musical war, London fashion, spread-

ing the report that Haydn was in a decline of old age, and engaging

the youthful Ignaz Pleyel to lead their own series. As it happened,

Pleyel was a devoted pupil of Haydn. Their relations remained cordial,

and each performed symphonies of the other. Another series of concerts

in the spring of 1792 further increased Haydn's popularity, and the

lessons he gave, together with the additional receipts from the benefit

concert, which exceeded expectations, brought Haydn a wealth which

he was to double on his second visit.

He even had an affair of the heart. Mrs. Schroeter, whom Pohl refers

to as Haydn's "Herzensfreundin/' was sixty when Haydn knew her in

London, but age had not extinguished the fires of romance. She was

the widow of John Samuel Schroeter, the Queen's music-master. This

lady took piano lessons from Haydn, received the inscription of three

trios, and exchanged tender letters. In one of them she went so far as

to say: "Truly, dearest, no tongue can express the gratitude which I

feel for the unbounded delight your music has given me. . . . You are

dearer to me every day of my life." Haydn was moved to reflection in

his old age. Once he said of Mrs. Schroeter, pointing to a bundle of

her letters: "Those are from an English widow who fell in love with

me. She was a very attractive woman and still handsome, though over

sixty; and had I been free, I should certainly have married her."

It can be doubted whether Haydn's shrewish wife in Vienna, his

"Xantippe," as he referred to her, would have been much concerned

about an English romance. She knew her rights and would have been

ready to exact them. She wrote to London asking for money to buy a
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house which had taken her fancy and in which she would like to spend

her "widowhood." Haydn, returning to Vienna, bought the house

himself and lived to dwell in it as a widower, surviving his wife by

nine years.

Haydn, who confessed in a letter, "I must acknowledge that I am
tired and worn out with my labors, and that I look forward with intense

longing to my return home to rest," at length set out for Vienna the

end of June, 1792, having been away a year and a half. He stayed in

Vienna a similar length of time, during which he gave some preoc-

cupied lessons in counterpoint to the ambitious Beethoven. In January,

1794, answering the urgent summons of Salomon, and after with

difficulty obtaining permission from Prince Esterhazy from whom he

still drew an absentee salary, he started for London once more. This

time he lingered until August, 1795. Again there were numerous con-

certs, and in that year Salomon organized a new series at the King's

Concert-Room, with an improved orchestra. Haydn often made music

before the royal family at York House. He also gave concerts at Carlton

House, at which the Prince of Wales played 'cello in the orchestra,

while the Dukes of Cumberland and Gloucester took the viola and

violin. Despite the new successes and honors, which notably increased

his fame upon the continent, Haydn found the longing for his own
country too imperious to deny. With all the adulation which sur-

rounded him, discontent crept in. There was glory in playing for

royalty, but humiliation when the Prince of Wales, lingering at table,

kept him and the orchestra waiting for several hours. The country

was still strange to him, and the English grammar which he carried

under his arm when he walked in the woods failed to unfold readily

the secret of its language. The religion of England was not his own.

The quality of the orchestra at his disposal was not always of the best.

Haydn gave as a further reason to the King, who pressed him to make

his home in England, that he had a wife at home who could not cross

the Danube, much less a continent and a stormy sea. If the King

believed in the sincerity of this excuse, posterity does not. There is

evidence that Haydn found plenty of feminine charm to beguile his

stay in England. Visiting houses innumerable, he often gave lessons

to the hostess or her daughter, sometimes cementing the friendship

with a dedication. There was a Miss Brassey, whose father's country

house he often visited, and a Mr. Shaw, whose wife he estimated in his

diary as "the most beautiful woman I ever saw." He contradicted

himself by noting on a piece of music in his possession that it was "by

Mrs. Hodges, the loveliest woman I ever saw, and a great piano player."

There was a Mrs. John Hunter, who wrote the words for his English

canzonets, and Lady Charlotte Bertie, to whom he dedicated half of

them. He was so delighted with the seventeen-year-old bride of the
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Duke of York, a Prussian princess, that he allowed her to sit beside him

at the clavier as he led his symphony. "She is the most charming lady

in the world, is very intelligent, plays the piano and sings very agree-

ably. The dear little lady sat near me and hummed all the pieces,

which she knew by heart, having heard them so often in Berlin." But

the most ardent flame upon his list was Mrs. Schroeter, to whom a trio

was dedicated. And upon the composition by Mrs. Hodges, found

among his papers, he had inscribed in a faltering hand: "Requiescat

in pace! — J. Haydn."

SYMPHONY NO. 4, Op. 63

By Wallingford Riegger

Born April 29, 1885, in Albany, Georgia; living in New York

This Symphony is among fourteen compositions which have been commissioned
by the Fromm Music Foundation of Chicago for the Festival of Contemporary Arts
at the University of Illinois. The music included operatic, chamber and choral
works, as well as orchestral works, all of them performed in the spring of 1957 at

the University of Illinois School of Music in Urbana. Riegger's Symphony thus had
its first performance by the University Orchestra under the direction of Bernard
Goodman. It was conducted in Cleveland by Robert Shaw at the Cleveland concerts

of December 18 and 20, 1958.

The orchestration is as follows: 2 flutes and piccolo, 2 oboes and English horn,

2 clarinets and bass clarinet, 2 bassoons and contra-bassoon, 4 horns, 3 trumpets,

3 trombones and tuba, timpani, snare drum, bass drum, cymbals, xylophone, tam-
tam, and strings.

Mr. Riegger has dedicated the Symphony to the memory of his wife.

Tj iegger's Study in Sonority, performed on October 23 and 25 last,

-'-^ gave Richard Burgin the opportunity to introduce to these con-

certs a composer long known in concerts elsewhere, who, at the age of

seventy-three, was then heard in a piece he had written thirty-one years

before. The Fourth Symphony now presents Mr. Riegger in one of

his latest compositions.

When this Symphony was performed in Cleveland, Klaus G. Roy
provided a detailed analysis of the score. The analysis is quoted here

with the omission of technical details which could hardly be followed

by a less than expert musician.

The Fourth Symphony is in three movements which are balanced as

well as interrelated. Its technical demands, though considerable, are

not.extreme; it is possible that the composer kept in mind the capa-

bilities of a university orchestra, albeit an outstanding one. Yet he has
not abandoned his constant search for new formal designs, his quest
for lines and sonorities and shapes that would be original and mean-
ingful. Although Riegger frequently works with the twelve-tone
method, the present symphony uses it only in part, and freely: it is

entirely tonal, key-centered; but the directions of key are intentionally

[25]



blurred, often left unstated.* There is in the symphony an element
of emotional indecision, of skepticism, and of doubt. One may feel the
work almost more as a series of searching questions, the exposition of

fascinating problems, rather than as a confident declaration or the
offering of decisive solutions. Mirrored in this music may be some of
the weighty dilemmas of twentieth-century man, sometimes harsh and
grim, which the composer invites us to contemplate and experience
with him.
The first movement, an Allegro moderato, in clear divisions like

those of sonata form, begins and ends on the tonality of B. One cannot
call it major or minor; it is modal, and purposely fluid. The opening
melody in the violas and cellos revolves around the tonic note in a sort

of rocking motion, akin to that of Gregorian chant. What is yet more
important than the tune itself is its entrance in the violins eight meas-
ures later, higher by an augmented fourth (or diminished fifth) — with
F as its center. This interval, harmonically unsettled — built on sand,

as it were — constitutes one of the basic ideas of the movement.
All the themes, whether played by the strings, the woodwinds, or in

a fugato by the brasses, seem derived from that concept of a circular

direction around a tonic note. There are moments which are not only

modal to the ear, but almost oriental. The composer works with small

figures which he turns about in constantly shifting light; the effect is

that of a kaleidoscope, the patterns of which are never repeated exactly

although the pieces are obviously the same ones.

The material of the second movement is taken from a dance com-
posed in 1936 for Martha Graham and her group. Called "Chronicle,"

it dealt with the suffering of the Spanish people during the years of

their civil war; this, the composer has pointed out, accounts for the

Spanish flavor of the middle section, as well as its tragic overtones.

Beginning Allegretto con moto, the music instantly offers us that

equivocal interval of the augmented fourth once more: C-F#, Eb-A, etc.

These are not technicalities for the scholar and the professional

musician. Intervals have specific characteristics, recognizable person-

alities, distinctive emotional effects; and their use by composers is

invariably planned and plotted.! Important also is the rising scale of

the strings, with its augmented intervals or whole-tone motion. A slow

and ironic scherzando develops; the woodwinds play in sixths, but

again over whole-tone patterns. If, as we learn, the substance of this

movement was composed originally twenty years before the rest, then

the composer may have adapted his first and third movements to its

tonal methods.
The Allegro which breaks in, the winds playing in thirds, has the

air of a Spanish dance, a fandango perhaps; but its tone is one of forced

gaiety, a bit hopeless in its brevity. The opening motion soon recurs —
with a kind of wry jocularity, a sadness in its smile. The tonality of

the movement is not clarified: beginning on A, it ends on D, the

middle section being also in the latter key.

The Finale opens Sostenuto, with a serious and expansive melodic

* Here, as elsewhere, Riegger may well be demonstrating one approach to what Virgil Thomson
has called the major problem of musical language in the second half of this century : the
blending of the (originally atonal) twelve-tone method with tonality.

t In the late Middle Ages, the melodic interval of the augmented fourth was shunned as the
"diabolus in musica" because of its dissonant or "infernal" nature!
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arch treated in free canon or imitation. The tempo quickens, and the

same melodic outline is heard in compressed form from the flute;

although the theme is not twelve-tone, it gives somewhat the feeling

of it during its angular path.

The motion picks up further speed, and we find ourselves in a triple-

time Presto, essentially a scherzo movement. Again, the composer takes

small thematic fragments, turning them upside down and sideways.

The wide skips of the main theme make their appearance over the

tripping activity, and a number of interesting contrapuntal involve-

ments come about. The general atmosphere is that of a satiric dance,

with many intriguing juxtapositions of sonorities; the contra-bassoon,

for instance, is strikingly employed. The distant intervals of the seventh

and ninth are prominent, also in a harmonic sense. This becomes more
and more apparent as the arching theme begins to dominate in the

scherzo-\i\^e. movement, closing the music in a few slower and declama-

tory final measures. Revealingly, it is the dissonant or unresolved
interval of the major seventh which rules the final chord, with F-sharp

in the bass instruments and F natural in the treble.

Wallingford Riegger has written a large amount of music which has

been performed in many parts of the United States and in South

America, Europe and the Orient. The list of his published works, as

printed, is divided into four categories, the "Dissonant," "Non-Dis-

sonant (mostly)," "Partly Dissonant," and "Impressionist." The Study

in Sonority is under the "Dissonant" heading; so too is the Dichotomy,

a twelve-tonal work of 1946 which has caused considerable comment,

and the Third Symphony, which had the New York Music Critics'

Circle Award for the most significant new .work of the season 1947-48.

Riegger's mother was a pianist and his father a violinist. Other

relatives were musicians, and when his family moved to New York

City in 1900, he changed his instrument from the violin to the cello

in order to take part in a household quartet. He attended the Institute

of Musical Art where his teacher in cello was Alwin Schroeder, once of

the Boston Symphony Orchestra, and in composition, Percy Goetschius.

Between 1907 and 1917 he studied in Germany, principally at the

Berlin Hochschule, conducting there, in Wiirzburg and in Konigsberg.

When the United States entered the war, he returned to his own coun-

try, teaching at Drake University in Des Moines, later in Ithaca, and
then in New York City.

Since writing serious music has not brought him a livelihood, despite

numerous commissions, performances and awards, he has made choral

and other arrangements under various pseudonyms. He has written

and acknowledged music not in the dissonant idiom, although he
admits having been increasingly drawn into new tonal ways.

In an interview with Carter Hartman in the New York Times he
said:
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" 'Gradually I felt the need to express musical ideas for which the

older techniques were inadequate. I found the new atonal idiom, with

its fresh possibilities in sonority and rhythm, creatively stimulating,

and more expressive of the feelings I wished to convey in music'

"He does not consider the 'modern' idiom either more advanced or

less warm than the old.

" 'The idiom, to me, is secondary, depending on the nature of the

musical idea. A man who writes dry music in the twelve-tone technique

will do so in any style.'

"Although he likes the twelve-tone technique, he feels its limitations

at times, and has no hesitation in abandoning it when that happens.

"Nor does he believe that a work has to be 'modern' to be good.

If he did, he would be condemning certain of his own fairly recent

works, such as the New Dance and The Canon and Fugue for Strings.

"Only a strong conviction of the esthetic validity of atonalism

caused him to return to it again and again, in spite of external

discouragements."
[copyright£D]

ENTR'ACTE
WALLINGFORD RIEGGER

".
. . fl romantic who admires strict forms'*

By Henry Cowell

(Quoted from the Musical Courrier, December, 1948)

'T^HOSE who follow American music closely have for some years

•'' granted a leading position among contemporary composers to

Wallingford Riegger. Perhaps because Riegger himself makes no grand

clamor about his own work, the realization of its quality has grown

slowly among musicians in general. For about a year, however, public

attention has been increasingly focused upon it.

Dissonances such as those in Sonorities no longer upset experienced

concert-goers; the opportunities for greater expressivity which attracted

Riegger to them are now apparent to a wide audience. This piece not

only has easily recognized expressive qualities, but in it the composer

has solved for himself a formal problem. In classic music, harmonic

form is often established by means of the contrasting roles played by

the tonic, or passive, chord and the dominant, or active, chord. In

Sonorities, Riegger invented for himself, out of highly dissonant, unex-

plored materials, a chord to play the part of the tonic, and another to

play that of the dominant. He was delighted when, as he expected, the

form of Sonorities sounded brisk and clear merely by use of this device.

In later works, Riegger has taken great pleasure in the musical founda-
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tion provided by the twelve-tone row, as invented and used by Arnold

Schonberg. This method requires the composer to create his own
succession of the twelve tones of our chromatic scale for use in a given

piece. The tonal pattern, once established, is thereafter varied in

rhythm and octave level, but never by transposition or by breaking

the sequence first established for the pitches.

Obviously, such a methodology is limiting, self-imposed though it

may be. However, as I have pointed out elsewhere, it is less limiting

than the canonic form so common in the works of the masters of the

15th- and 16th-century polyphonic school. Their use of canonic form

soon began to permit the breaking of the canon before its completion,

and a similar relaxation of the strictest rules is perceptible in the works

of modern twelve-tone row composers, including Riegger.

Schonberg himself, on the other hand, displayed the most fantastic

creative ingenuity in varying the twelve-tone row without . stepping

outside the technical limits he originally set. Most of his students

imitate the results literally, without taking advantage of the many
possibilities for discovery open within this field. Wallingford Riegger

is very fond of the formal structure obtainable when new musical

materials are organized by means of the tone-row concept; but whereas

a Schonberg pupil would rather die than be dishonored by breaking

a twelve-tone succession in his music, Riegger considers the row as

valuable chiefly to give form to an otherwise intractable set of musical

materials. He uses it for the sake of coherence, but since his primary

objects are expressivity and variety, he has no hesitation in occasionally

departing from it.

Riegger's Dichotomy is a fine example of such a departure, notable

for its imaginative application of the tone-row principle to a highly

dramatic form. The basic idea is a dual one, consisting of two free

melodies set in the old question-answer relationship. Two different

tone rows, one of eleven tones, the second of thirteen (ten different

tones, three of which recur) are used at first as a mere contrapuntal

backdrop for the two main melodies introduced at the beginning of

the piece, but they are developed consistently in true twelve-tone

technique, and finally come to dominate the work in the passacaglia

that closes it. Once the passacaglia theme is established in the piano

and basses, emphasis shifts to it, although an elaborate contrapuntal

treatment of the tone series continues in the higher instruments.

Riegger writes of Dichotomy: "Among the special things I should

like to point out is what I call 'cumulative sequence,' a device by no
means original with me, but used perhaps more consciously and to a

greater degree in my work than elsewhere (see my Study in Sonority,

Evocation, etc.). This is the old Three Blind Mice idea, keeping the

original motive and adding a sequence, above or below, instead of
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moving the motive itself. I also use something I call 'organic stretto,'

e.g., the telescoping of different sections, instead of the subject with
itself, as in the fugue. It is like beginning a subordinate theme before

the principal theme is established."

Riegger's Third Symphony, like all his orchestral music, employs a

fascinating variety of instrumentation. It is a work of unusual appeal.

The opening passage exposes the melodic form of the twelve tones on
which the work is based. The first four tones are announced in strings

and bassoons; there is a fermata on the last of these four tones, which
allows them to impress themselves on the mind of the hearer. The next
three tones of the row are given out by the oboe, which then cuts back
to the original four before adding the last five tones of the row. The
whole ro^s" on which the work depends is therefore heard in this oboe
solo. In Riegger's arrangement, the row contains three half-tones, and
also a major seventh and a minor ninth, which can be turned into half-

tones bv shifting one of the tones to another octave. The form of the

first movement rather emphasizes the wider leaps, despite the occur-

rence of half tones. The slowly lexical melody in the second movement
devotes itself to the easily singable stepwise inter\'als. In spite of its

use of melodic material related to the row, this movement does not use

tone-row types of development, but rather develops a motive in classic

symphonic fashion. It is related to the other materials, through its

dissonant texture rather than through its structure. The last move-
ment of this symphony makes relatively free use of tone-row devices,

but builds toward the chromatic by a progressive narrowing of the

wide leaps, so that one is not too surprised to find the climax of the

Symphony based on the chromatic half-tone and the repeated tone,

with only a nostalgic gesture toward the opening oboe's melodic row.

'SYMPHONIE DE PSAUMES/' for Orchestra ^vith Chorus

By Igor STRA\^xsKY

Bom at Oranienbaum, near St. Petersburg, on June 17, 1882

This setting of excerpts from the Psalms was dedicated to the Boston Symphony

Orchestra on the occasion of its 50th anniversar)'. The actual first perfonnance took

place in Brussels, by the Brussels Philharmonic Society, December 13, 1930, Ernest

Ansermet conducting. The initial performance by the Boston S^Tiiphony Orchestra

was given in the following week, December 19.

The following note is given in the score: "The three parts of this symphony are

to be played without pause. The text of the Psalms, which is that of the Vulgate,

is to be ^mg in Latin. The Psalms are: Verses 13 and 14 of XXXVIII for the First

Part of the Symphony; verses 2, 3, and 4 of XXXIX for the Second Part; Psalm CL,

in its entirety, for the Third Part. The chorus should be of children's voices. Failing

these, women's voices (sopranos and altos) may be substituted." fThe score contains

parts for sopranos, altos, tenors, and basses.]

Stravinsky dispenses entirely with the high strings, using the 'cellos and basses for

the reinforcement of his tonal foundations. The wood winds contain no clarinets,

but 4 flutes and piccolo, 4 oboes and English horn, 3 bassoons and contra-bassoon.

There are 4 horns, 5 trumpets, including a high trumpet in D, 3 trombones and tuba,

harp, 2 pianos, timpani, and bass drum.
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I
N "Chroniques de ma vie," Stravinsky tells of the circumstances under

which he wrote his ''Symphonie de Psaumes":

"The idea of composing a symphonic work of considerable propor-

tions (envergure) had occupied me for a long time. I therefore willingly

accepted a proposition which coincided entirely with my inclinations.

I was given full liberty in the form of the piece, ajs well as the forces

which I might require for its performance. My only constriction was
in the matter of time. . . . My work upon the 'Symphonie de Psaumes'
began in the first part of the year (1930), and was frequently interrupted

by a number of concerts in Europe, in which I took part at times as

conductor, at times as pianist. My last work, the 'Capriccio/ was hav-

ing a considerable success in different cities. I had to perform it in

Berlin, Leipzig, Bucharest, Prague, Winterthur, and in addition, to

conduct concerts at Diisseldorf, Brussels and Amsterdam. At the begin-

ning of the summer, I could at last give my whole time to my symphony,
of which I had then completed only one part. As for the two others,

I wrote them entirely — at first at Nice, then at Charavines, through
which I w^as passing, at the edge of the little Lake Paladru. The 15th

of August I put the last touches on the draft of the score and could
work at ease upon its orchestration, already begun at Nice."

"The juxtaposition of the three Psalms," according to a note in a

French program, "is not fortuitous. The prayer of the sinner for

divine pity (Prelude), the recognition of grace received (double fugue),

and the hymn of praise and glory are the basis of an evolutionary plan.

The music which embodies these texts follows its development accord-

ing to its own symphonic laws. The order of the three movements
presupposes a periodic scheme and in this sense realizes a 'symphony.'

For a periodic scheme is what distinguishes a 'symphony' from a col-

lection of pieces with no scheme but one of succession, as in a suite."

The fact that Stravinsky used the title "symphony," and that he

inscribed this work "a la gloire de Dieu/' has caused considerable

speculation. The composer has chosen thus to explain his motives

(in his memoirs):

"The form of the Symphony, such as it has been left to us by the

19th century, has undergone a great expansion in an epoch the ideas

and languages of which have become increasingly strange to us as we
have emerged from it. The form itself scarcely attracted me. As with
my sonata, I wished to create an organic entity without conforming to

the difEerent schemes long adopted; rather to give my piece a periodic

order such as that which distinguishes the symphony from the suite

as merely a succession of pieces in varied character.

"At the same time, I considered the resources of sound from which
I was to build my edifice. As I saw it, my symphony must rely mainly
upon contrapuntal development, and for that I had to enlarge the
means at my disposition. I decided upon a choral and instrumental
combination in which the two elements should be given an equal
prominence. In this, my point of view coincided with that of the old
masters of counterpoint, who neither reduced the function of the chorus
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to a mere homophonic voice, nor the instrumental portion to an
accompaniment.
"As for the words, I sought them among the texts especially created

to be sung, and naturally the first source which occurred to me was the

Psaltery. After the first performance of my symphony, my attention

was drawn to a criticism in which the writer asks himself: 'Is the com-
poser forcing himself to be Hebraic in his music? Hebrew in spirit, in

the manner of Ernest Bloch, but without too much reminiscence of the

synagogue.' Without dwelling upon the real or pretended ignorance
of this gentleman, who did not seem to know that through 2,000 years

the Psalms have not necessarily been connected with the synagogue,
serving as the principal basis for the prayers and ritual song of the

church, is not the ridiculous question put by him a devastating exposi-

tion of a mentality which one meets with increasing frequency in our
epoch? Evidently these people have forgotten how to consider the

texts of the holy scriptures from any but the ethnographic, historic, or

pictorial angle. The fact that one might be moved by the Psalms with-

out thinking of these accessory elements would surprise them and set

them to looking for enlightenment, but for a jazz piece to be called

'Halleluiah' strikes them as quite natural. All these misguided people

go on the assumption that one always seeks in music something apart

from what it is. The important thing for them is to know what it

expresses, and what the composer had in mind when he wrote it. They
seem never to realize that music is a fact in itself, independent of what
it might suggest to them. In other words, music begins to interest them
only in so far as it can be made to implicate things outside of itself,

things in themselves familiar and tangible.

"Most people love music because they count upon finding in it such
emotions as joy, grief, melancholy, an evocation of nature, a dream or

a reflection of 'everyday life.' They look for a drug in it, a 'doping'

(sic). It is of little consequence whether this way of approach is

expressed directly or through a veil of artificial circumlocutions. Music
would not be worth much if it had such a destination. When people

learn to love music for itself and concentrate upon its intrinsic value,

their enjoyment will be of a much higher sort."

[copyrighted]

THE CHORUS PRO MUSICA

The Chorus w^as formed by Alfred Nash Patterson with a group of

Boston s'ingers in 1949. Its membership includes both amateur and

professional singers. The Chorus has continued, under Mr. Patterson's

guidance, to grow in size and in versatility, performing music from

all periods of choral literature. It has appeared with this Orchestra

in works of Bach, Stravinsky, and Barraud.
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RADIO AND TELEVISION BROADCASTS BY
THE BOSTON SYMPHONY ORCHESTRA

The following stations are broadcasting Boston Symphony
concerts on a live, sustaining basis, as of the present date:

Friday Afternoon Series

WGBHFM Cambridge

WEDK-FM Springfield

Saturday Evening Series

WGBH-FM Cambridge

WEDK-FM Springfield

WCRB-AM-FM Waltham
WQXR-AM-FM New York

and the WQXR Network consisting of: |

WRRL-FM Wethersfield, N. Y.

WRRE-FM Bristol Center, N. Y.

WRRA-FM Ithaca, N. Y.

WRRD-FM DeRuyter, N. Y.

WRRC-FM Cherry Valley, N. Y.

WHLD-FM Niagara Falls, N. Y.

WHDL-FM Olean, N. Y.

WFLY-FM Troy, N. Y.

WRUN-FM Utica, N. Y.

WKOP-FM Binghamton, N. Y.

WJTN-FM Jamestown, N. Y.

Sunday Afternoon Series

WXHR-FM Cambridge

Tuesday Cambridge Series

(including MJ.T, concert at Kresge Auditorium)
WGBH-FM-TV Cambridge

WEDK-FM Springfield

In addition to these live, sustaining broadcasts, the Boston
Symphony Transcription Trust is making transcriptions for

delayed commercial broadcast. The Friday and Saturday
programs of the present season will be presented by delayed
broadcast until the end of May, when the Pops programs of

the 1959 season vv^ill be presented. It is expected that the |

Educational Television Radio Center will take Television 1

films ("kinescopes") of several of the Cambridge concerts.
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